2 This is very helpful, but is too restrictive for the general question of the degree of education to be found in fourth-century Britain. One has to look for more than purely literary reflections, for other traces indicating knowledge ultimately derived from traditional education or the reading of classical authors. A wider formulation of the question will necessarily lead to a less precise yet nonetheless interesting answer.
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especially those which deal with mythological subjects. If we consider what the common people or ordinary soldiers were expected to understand when looking at the reverses of coins, we may hope for even better instruction from more sumptuous objects. Of special importance would be objects with Greek inscriptions, like that in the Muses' mosaic at Aldborough 3 -it has a literary background rather than deriving from the ordinary language of Greek-speaking people, some of whom may still have lived in Britain in the fourth century. 4 The Corbridge lanx, for instance, or the Mildenhall treasure, 5 indicate not only great wealth, but also some acquaintance with and delight in mythology -but here the problem of the degree of knowledge and of the part played in choosing the motif by artisan and patron arises, and in most cases cannot be solved. In general one can assume that both possessed at least a degree of knowledge; the invention and stimulus would for the most part have been the artist's, especially with pieces for export or stock. The artist had to understand a design ordered; the patron on the other hand will have had to understand and appreciate the design, even if he merely chose it from the variety of the stock or the pattern book.
Thus mosaics have rightly been taken as a good instrument for testing the influence of education in Britain: 6 they were not imported; they probably belonged to that part of the provincial population that might most easily be expected to have enjoyed some sort of education; and they were produced on individual order, the patron probably bearing in mind that he would have to look at them day after day. But, remembering that they are still mosaics and no more, one must not overcharge them with meaning.
What is strange about them is that after a first short prelude in the second century they do not really start to flourish before the end of the third century. The comparative quiet of Britain during the soldier-emperors' time seems not to have had any immediate effect. The hey-day of local mosaic production occurred during the reigns of the tetrarchs and Constantine's dynasty, a period that was slightly less settled in Britain. On the whole this late group of mosaics, which has been given a stylistic and chronological frame by D. Smith's careful work on the workshops, shows some connection with the schools of the north-western provinces. 7 How far influences in structure and design can be explained and how far independent development can be observed, are questions difficult to assess at the moment. For dealing with iconographic problems Smith has also provided us with a very helpful instrument in his complete collection of mythological figures and themes found in British mosaics. 8 The purpose of the present paper is not to examine his whole list for the evidence it might offer, but only to contribute some observations on certain individual mosaics, which might help to assess their value for the investigation of the cultural life of their time.
THE MOSAICS (a) East Coker, Somerset
The most interesting of the mosaics of a Roman villa at East Coker, found in 1753, is un- drawing depicts a comparatively large single medallion set into a square field. Four busts of Mercury in the corners have been recognized, undoubtedly correctly, as the four winds with conch shells and winged heads, as they occur several times on British mosaics. 10 A double row of concentric circles on a short section of the frame of square and medallion is the draughtsman's way of reproducing a double guilloche. The figures in the medallion appear to be rather small, but some shading seems to suggest landscape around them. Perhaps the draughtsman did not entirely maintain the proportions, perhaps he neglected some damaged details, as is suggested by the missing fourth figure mentioned in the description.
A woman is lying on a slightly ascending couchlike support with a cloak draped around her legs. The nude upper part of the body is shown frontally and raised on the left arm supporting the head. According to the old description, the elbow rests on an hour-glass and the right arm holds a flower-pot, but nothing of that sort is to be seen in the drawing. 11 At the feet of this figure stands a woman with long curly hair, who wears a crown with a cross on top, a long gown and over it a cloak, which has sleeves with cuffs and, according to the description, purple strips along the border. In her right hand she holds a semicircular object like a bag or basket.
The right leg is turned way, but the left arm is extended towards the reclining woman and the head is turned towards her. The description adds that this woman as well as another one at her side (missing in the drawing) touch the drapery of the reclining figure. That the hand in the drawing is much higher than the knee may be due to negligent copying. Behind the legs of the reclining woman stands a stout bald man with two-pointed beard dressed in a long gown and holding a torch in his left hand. He is turned towards the crowned woman and points to the reclining one with his right forefinger. The 18th-century interpreter takes him for a 'physician . . . prepared to do some operation by the fire, either cupping or burning*. Just as with the corner-busts, both the writer of the description and the draughtsman, unfamiliar with ancient art, had difficulty in understanding the central picture, and so misrepresented it in terms of objects and situations known to them. The main mosaic of the well-known villa at Chedworth consists of eight trapezoidal fields surrounding an octagon. 15 While the four seasons in the triangular corner-fields are still nearly complete, only three of the trapezoids are so much as half preserved. Of two others only tiny fragments are left. In each field a satyr and a maenad were represented; in the lost octagon, therefore, a picture of the lord of the thiasus, Bacchus, has been suspected.
16
The three better-preserved fields lie towards the entrance of the room beside an ornamental entrance section. It is striking that the middle field is broader than the other two and differs in composition from them and obviously also from the next one on the left: there^the couples are moving violently and at the same time closely embracing one another, whereas here the two figures are seated at a short distance from one another in a rather symmetrical position around the axis of the field and of the whole room. on the right is not a satyr but Bacchus is supported not only by the accentuated position of this field, but also by comparison with the satyr on the left: instead of short hair with a shaggy wreath he has long curls, which are given a crown-like contour by the impression of a bandeau.
This simplification of Bacchus's usual coiffure with wreath and bandeau explains well the misunderstanding of his representation on the mosaic at East Coker. 18 The thyrsus, which is larger than that in the other fields, and the velum-like cloak in the background fit this interpretation. The round object in the god's left hand could be a tympanum like the one on the ground in the next field; but it might be a reduced form of a drinking cup, which would be more suitable for Bacchus himself. The woman at his side must be Ariadne then. This manner of representing them is quite similar to the pictures of their wedding, 19 and from that special type the more general one found at Chedworth might have been influenced; so this important episode in the Dionysiac myth, though not explicitly represented, may well have been intentionally hinted at here. One may expect that the destroyed middle octagon will not have dupli- One of the most interesting mosaics for the tradition of mythology and picture-types was found in a hexagonal room opening on the great courtyard of the villa at Keynsham. 21 The rectangular and semicircular alcoves of the six walls are not integrated into the ornamental hexagon. Among the various small fields with birds and ornaments, six larger squares are set.
Unfortunately, only three of them are preserved, and even these not completely.
The well-preserved middle one is without complication: Europa mounted on the bull is seen, not in the frequent type crossing the sea, as for instance at Lullingstone, but at an earlier stage: the bull settled on the beach is being decorated with garlands by Europa and fed from a basket by one of her companions. This obviously is a repetition -though simplified and cut at the edges -of a picture-type known, for instance, from a painting at Pompeii 22 that may go back to a Greek original.
Of in profile, the left one frontally, it seems; therefore the foot in profile further to the left should belong to another figure, as should the end of a cloak on the ground. A dark, square field behind the sitting figure, but in front of the arm of the running one, has been explained as the back of a throne. J. M. C. Toynbee's interpretation of the scene as Leda with the swan 23 is weakened by the mixing up of drapery and swan's feathers as well as by the unnecessary doubling of Jupiter as swan and spectator. A more attractive explanation is that the picture reflects the often-copied painting of Achilles among the daughters of Lycomedes on Scyros, as has been suggested by I. M. Barton. 24 The frightened girl on the right, though a rather common type, does turn up there; the figures in the back, among them king Lycomedes with his sceptre, do sometimes stand beyond a small separating wall. Achilles should have been depicted on the left then; more important than Odysseus and Diomedes might have been thought the inclusion of the trumpeter in the background. But this explanation too is unsatisfactory, and some other subject more rarely depicted may be intended. 25 Anyway the closeness of the composition to some Pompeian paintings that copy Greek originals of the fourth century B.C. shows that this scene is still inspired by the same iconographic tradition.
To the right of Europa and the bull, only the lower part of a field remains, two figures in long gowns and cloaks. The one on the left is sitting on an irregular dark object, seemingly a rock.
Her right leg is shown frontally, the left one in profile is supported by a smaller block. The exact position of the upper part of the body is not quite clear, but everything suggests that it was turned in profile. The end of a roughly stylized tibia in the centre can be prolonged to the area of the face; a second tube on the left is almost completely destroyed. Of the figure opposite even less is left. She seems to have been sitting almost symmetrically in a similar position. Her left hand, fragmented just above the wrist, is holding a dark round object with light rim.
Though generally taken for a tympanum, it might well be a vessel with a wide mouth seen from above. From this a sort of dark pillar converging towards the bottom leads to an important but controversial object, an irregularly-shaped frame on the ground between the feet of the two figures. It contains a helmeted head with tibiae in the mouth. The explanation as the torn-off head of Orpheus giving oracles while floating down the river explains the helmet as a misrendered Phrygian cap, but is unacceptable; the tibiae are not an understandable substitute for the characteristic lyre of Orpheus. 26 The crested helmet is rendered too well -but it does not force the explanation as a male, or even as a Roman soldier's head.
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A tibiae player in front of a box with a head in it can be found in different contexts, for instance, the 'preparation of a satyr play' on a wall-painting in Pompeii, 28 with masks, but this will not be meant here. The irregular contour on the ground cannot be anything but a reflecting water surface. The very fact that above the tibiae-playing head is represented another
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tibiae-playing figure points to a reflected image. This interpretation is strengthened by comparison with the way in which this detail is rendered on other mosaics. correspond to the rest of the left-hand figure at Keynsham. Identification must start from the head of this figure, which is not quite lost, since its reflected image is preserved on the ground.
A female figure wearing a helmet, blowing tibiae, and looking at her own image in the waterthis can be no one but Minerva herself, the inventor of the tibiae; when she realized that her face was disfigured by the blown-up cheeks, she threw away her new invention and left it to Marsyas, is probably a nymph indicating the location. The round object in her hand must be her fountain 36 and the strip under it the water-jet falling into the small lake, Minerva's mirror. With this further example, 37 the picture-type of the initial phase of the story before the arrival of Marsyas seems to be more firmly established for us in the Roman iconographical repertoire. Like the other two scenes in the mosaic, it seems to derive still from the same general tradition, which we can see, e.g. in scenes of Pompeian mural painting. So the question arises, whether it also goes back somehow to a Greek painting, and the other five emblemata, now lost, as well. The state of preservation does not allow any conjecture of a thematic connection, but it seems that the owner of the villa tried to assemble in this floor a sequence of emblemata of very traditional, 'classical' conception. Maybe the mosaicist even embellished it in his estimate by Active attribution to some old masters.
(d) Pitney, Somerset
The mosaics of a villa at Pitney are preserved only in early 19th-century drawings. So Neptune with his trident is running towards a water nymph, perhaps Amymone, whom he is several times represented surprising at a fountain. 40 The figure- There seems to be a division between unhappy human love to the left and successful divine love to the right of the figure enthroned in the central field, who has been identified as Bacchus by the cup in his right hand. Beyond the influence of wine on love, however, there seems, to be no direct connection between him and this 'thiasus' of pairs of mythological lovers. with the neighbouring mosaics, and to the fourth-century villa owner he was perhaps just a famous wise astrologer.
(/) Frampton, Dorset
The so-called Neptune mosaic of Frampton is especially famous for the frame containing a
Christogram and two damaged epigrams on Neptune and Cupid. 48 One of the four square corner-fields in its major section is damaged; another corner as well as all the four semicircular fields between them, are destroyed, seemingly on purpose.
According to J. M. C. Toynbee's interpretation, the series of squares formed a VenusAdonis-cycle. 49 Two points seem to me to be against this thesis. There is no cycle of the postulated form -the mosaic of Low Ham being different in structure -among other British mosaics, whose pictorial sequences normally consist of independent themes that are connected by some similarity or equivalence. And one should always start with the hypothesis that in their complete state the pictures must have been easily recognizable to a spectator even only partially acquainted with mythological iconography; in this he was helped by the rather traditional picture typology. We know the iconography of the Venus-Adonis story from Adonis) with the nymphs. 50 The reclining figure in the last square recalls sleeping Endymion, whose discovery by the moon-goddess was a favourite theme of Roman relief sarcophagi and appears also in mural painting. 51 The Endymion here has no hunting spear, the approaching goddess no crescent, only a normal diadema, but the torch in her hand appears again on a mural painting. If one adheres to the Adonis interpretation, the woman cannot be taken as Venus, whom alone this scene would suit according to traditional iconography, but only as Proserpina, because of the turned-down torch. This indicates a chthonic or nocturnal goddess.
The strangely systematic destruction of the four semicircular fields has left but a few tiny fragments in one of them of what seems to be fishes' fins. Perhaps they were part of mythological marine hybrids. So according to the probable sense of the two epigrams in the*doorways, 52 the realms of Neptunus and mightier Cupido might have been opposed to one another in the two picture sequences as well. 56 The explanation of the helmet and of the semicircular shield-contour as the misrendering of a tree and a globe is unsatisfactory. The same type of helmet and the stretchedout arm are associated with Minerva, whereas Earth turns one arm up to heaven in despair or mourning, or else is sitting sorrowfully on the ground. Though more essential to the story than Minerva, she must have been left out here. Perhaps she was sitting in the foreground in front of Minerva in the pattern book, too complicated an overlapping to be followed and perhaps not even correctly understood by the mosaicist.
(h) Dyer Street, Cirencester
Among the Orpheus mosaics, so typical of the Corinium workshop, there is a rather strange one found at Cirencester itself. 57 The figure of Orpheus in the central medallion is pressed down rather small towards the lower edge by another figure. Unfortunately the interpretation of this rather obscure figure is marred by the fact that it is known only from a drawing published a considerable time after the mosaic was found and destroyed.
A frontal head with a conical cap is set on a short thick body. In his vertically outstretched arms the figure is holding an arrow and a whip or hatchet or the like. Instead of legs, he has three winding, snake-like legs ending in a sort of fish's tail. He cannot be a Triton or similar marine creature, and his higher position compared to the stooping Orpheus symbolizes visually his superiority and preponderance. Frontal appearance and out-stretched arms address the viewer directly and make one think of a supernatural epiphania. Orpheus mosaics seems a possibility, however they should be classified.
CONCLUSIONS
These reinterpretations, whose more or less casual character points to the fact that there still remain several problems of interpretation waiting for solution, may give rise to further reflections. 81 The Cirencester Orpheus mosaic probably shows the infiltration of gnostic mystical elements into the surviving classical form of the late mosaics. This reinforces the possibility that at this time a deeper meaning might be read in the Orpheus mosaics. two-figure groups or, at Pitney, formally even into single figures. Some of the picture-types are very appropriate for this use, as for instance Perseus and Andromeda at the lake, others less so. Whereas the choice of the figure-types from the stock of copies of the same or a related character must have been up to the artist, the patron may occasionally have had a hand in the choice of the subjects and the composition of the cycle. To understand these groups a considerable acquaintance with mythology, traditional iconography and its internal laws was needed; otherwise they would have remained enigmatic to the viewer, especially since in Britain there were usually no captions identifying the figures. Now to understand the connection of a cycle (especially if it did not just consist of pairs of lovers), and still more to plan such a grouping oneself, would demand a fairly good knowledge of mythological iconography.
All this suggests that such mosaics were produced for a group of people still fairly-well educated, as might be expected of the villa owners.
The new interpretation of the East Coker mosaic suggested here replaces a comparatively rare episode with a well-known traditional type. Being well-established in Bacchic iconography, it does not demand too detailed a familiarity with classical mythology. On the other hand the rocky background points to a closer connection to the versions found, for instance, in Pompeian murals.
The Keynsham panels also provide traditional picture-types of classical myths. But here the iconographic traditions are more obvious, the subjects are less common and form a cycle, so the whole has a more 'classical' ring. It is not certain whether they were copied from special pattern books belonging to the workshop or from illuminated books. The latter is more evident in the case of the mosaic at Low Ham, since the pictures conform less to the mosaic frame and style than is usual.
In any case, the panels seem to have been made at special request; the would-be 'classical' style and typology may represent a deliberate choice, a conscious recourse to the 'good old' art. This could be interpreted -though it need not be -as a reflection of the fourth-century pagan renaissance, the exponents of which were Julian and the aristocratic opposition in Italy and the East. That such an attitude, indeed, was to be found also in Britain is attested by the well-dated sanctuary at Lydney with its marine mosaics.
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Whether the distribution of the more complex mosaics, like those discussed here, in the limited area of a few southern counties depends more on the good economic conditions and the feudal villa-structure of this area, or on the availability of capable mosaicists in local workshops, can hardly be assessed. But both the mosaicists and the local gentry of the fourth century can still be regarded as representatives of a certain grade of traditional education.
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